Harrison's empathy for Russian peasant culture stands in striking contrast to James Frazer's approach to the primitives: in the words of Martha Carpentier, Frazer "could vent an astonishing disdain for the peasant class whose religious customs he analysed so closely". 3 According to Carpentier, Harrison's disagreement with Frazer and other scholars who were involved in rationalising religion and hierarchical thought stems from her belief in the mystical aspects and vitalism of early pre-intellectual religious experience. "For Harrison," says Carpentier, "primitives were not 'purblind' as for Frazer, but visionary". 4 To this end, Harrison's interest in the personal experience and the sense of immediate intuitive revelation is especially strongly felt in her understanding of magic as the borderline between man and beast and a form of the spiritual protoplasm which "gives rise to Religion and other 'civilised' things".
5
Harrison developed a strong bond with the young writers who rebelled against the rational and patriarchal values of the Victorian generation. She sought to promote a psychological approach to the manifestations of creativity and spirituality, suggesting that true religious experience is not rationalised theology (Omega) but rather a lived, experienced thing (Alpha) -as in the mysticism of various matriarchal cults, especially the ones related to Dionysus. In Harrison's view, primitive people participate in the natural cycle of life through performing magical dancing. She believed that the example of primitives should teach twentieth-century intellectuals to overcome their positivism and embrace the essence of religious life, including secular religiosity, rejecting thereby "the intellectual attempt to define the indefinable". Harrison gives an example from Russian peasant life that lacks artistic imagination: "In some parts of Eastern Russia the girls dance one by one in a large hoop at midnight on Shrove Tuesday. The hoop is decked with leaves, flowers and ribbons, and attached to it are a small bell and some flax. While dancing within the hoop each girl has to wave her arms vigorously and cry, "Flax, grow," or words to that effect. When she has done she leaps out of the hoop or is lifted out of it by her partner". 14 Harrison suggests that such a practice (related to superstitions and primitive beliefs) constitutes neither art, nor ritual, since it is carried privately and not performed for public good by the authorised collective body.
According to Harrison, in order for acts of sympathetic magic to be considered art, they need to be subordinated to the imitation of life and go beyond the function of uttering emotion: "We must not only utter emotion, we must represent it, that is, we must in some way reproduce or imitate or express the thought which is causing us Ivanov can easily be applied to Harrison herself: "Christ and Dionysus, mystery and drama, the theatre and the Church, all the forces from all directions which agitated the ancient world in the great crises of its history were felt by Ivanov" in such an intense manner that "he summed up religion, art, and thought in the ancient symbols" in order to present "a sympathetic and appealing figure of the dying god" .
27
As Sandra Peacock maintains, "at the end of her life Jane perceived that neither individualism, nor collectivism alone could be the best way to live in the world. personality, and by the wearing of masks and disguises, by dancing to a common rhythm, above all by the common excitement, they become emotionally one, a true congregation, not a collection of individuals". We English are not supposed to be an artistic people, yet art, in some form or another, bulks large in the national life. We have theatres, a National Gallery, we have art-schools, our tradesmen provide for us 'art-furniture,' we even hear, absurdly enough, of 'art-colours.' Moreover, all this is not a matter of mere antiquarian interest, we do not simply go and admire the beauty of the past in museums; a movement towards or about art is all alive and astir among what is more, we shall witness the catastrophic collapse of biography". 43 The loss of generic 41 Harrison, 'Epilogue on the War', Alpha and Omega, p. 245. The commemorative dance does especially re-present; it reproduces the past hunt or battle; but if we analyse a little more closely we see it is not for the sake of copying the actual battle itself, but for the emotion felt about the battle. This they desire to re-live... The habit of this mimesis of the thing desired, is set up, and ritual begins. Ritual, then, does imitate, but for an emotional, not an altogether practical, end. 
